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School of Music
Illinois State University

WIND SYMPHONY
Stephen K. Steele, Conductor

Alexandra Mascolo-David and Steven Hesla,
Piano soloists
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Special guest, David Maslanka, Composer

The Sixtieth program of the 2003-2004 season

Center for Performing Arts
Sunday Evening
November 16, 2003
7:00 p.m.

Program

Concerto for Piano, Winds, and Percussion (1976)
Moderate, with heavy energy
Slow - dance fantasy
Fast, aggressive
Alexandra Mascolo-David, Piano

David Maslanka
(born 1943)

Interlude

Concerto No. 2 for Piano, Winds, and Percussion (2002)
Dragonfly Delight - In Memoriam H.B.
Enigma
What's Up
Howl - A Vision of St. Francis
Groucho's Dance
Steven Hesla, Piano

David Maslanka

Interlude

Symphony No. 4 (1993)
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David Maslanka

Program Notes
David Maslanka provided the following program notes for his compositions:
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Written between 1974 and 1976, the Concerto for Piano, Winds, and
Percussion was my first work for wind ensemble. As is often the case with
younger composers, no one commissioned this piece, and there was no ready
performance outlet for it. Three years later I had the great good fortune to have
the Concerto programmed by Donald Hunsberger, conductor of the Eastman
Wind Ensemble. By a further stroke of luck and fate, Frederick Fennell, the
now legendary father of the modern wind ensemble, was asked to conduct the
premiere. That fine first performance opened the door to my long and happy
career of writing for winds.
The Concerto is both a piece of its time, the turbulent, messy, dangerous world
of the 1960s and 70s, and a personal marking point. It revealed an eruptive
volcanic rage inside me that came as a very disturbing surprise. In fact, it was
the last work I completed before my personal issues caught up with me, and I
descended into a very difficult period of struggle.
I have come to think that the "self' in self-expression is not, as one might
expect, the personality of the composer. The personality very definitely colors
the music, and can even overwhelm it,- but the thing that wants to be expressed
comes from a deeper source. I can see that my personal issues quite definitely
affected this first'Concerto, but at the same time there was a voice that wanted to
speak through me, and which engaged the objective side of my being, qualities
of form and balance, and a sense of beauty; those things that distinguish a work
of art from mere emotional blither.
To paraphrase the great Swiss psychologist C .G. Jung, the seeds of a new order
are apparent in chaos. Looking back with the perspective of almost 30 years, I
can see not only the troubled emotional nature of the first Concerto, but the
seeds of wellness, and of all the things that have characterized my music since.
These include, in addition to Classical forms, a deep preoccupation with dreams,
a quirky humor, a fierce energy, and a need to touch some deeper truth.
Dream work is particularly strong for me. I think of music as dreams in sound.
While there can be logic and consistency in a composition, musical force has·
almost nothing to do with the waking world as we kno·w it. It is dream space
pure and simple. Dreams defy logic, and no matter how much analysis we apply
to a musical structure, its true nature cannot be touched by thinking.
The second movement of Concerto No. I is a dream sequence a series of
seemingly unrelated episodes. A psychologist will tell you that a bunch of very
different dreams in a single night are all about the same issue. The key is that
they all happened together. Symphony No.4 follows this same plan of unrelated
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episodes, and the five movements of Concerto No.2 are dreams around a single
theme. If you try to pin me down as to what that is, I will say, "maybe the love
of St. Francis for the children of the world, including you and me!"

Concerto No. 2/or Piano, Winds, and Percussion was commissioned by, and is
dedicated to, pianist Steven Hesla. Steve wanted a piece for a mature soloist,
but with ensemble parts that could be managed by good high school players. It
was his intention to have a piece that he could perform with various high school
ensembles in the state of Montana.
This concerto falls in line with my other recent concertos. Like the saxophone
and flute works, this new piece is in five movements . And, as in the other
concertos, each movement is song-like, and has a programmatic backdrop.
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I. Dragonfly Delight - In Memoriam H.B. "H.B." is Harold Brodkey, a very
good writer whom l did not know personally. Brodkey contracted AIDS, and as
his illness progressed, he wrote an article entitled "Dying: An Update" which
appeard in the February 1994 issue of the New Yorker magazine. I felt a
powerfal resonance with the following excerpt:
But, you see, a traumatized child as I was once, long ago, and who
recovers, as I did, has a wall between him and pain and despair,
between himself and grief, between himself and beshitting himself.
That is the measure for me - handling the whole weight of my life in
relation-to polite bowels. The rest is madness, rage, humiliation.
II. Enigma grows out of the Bach Chorale melody Lord God, we praise you. I
have been studying the Bach Chorales for many years, and have found them to
be amazing touchstones for. my own musical invention. The title Lord God, we
praise you set me to thinking about the nature of the universe, and beyond that,
the nature of God - and I quickly came to the conclusion that I have barely a
clue about eeither. The music begins quietly, but rises dramatically to a fullthroated and awestruck shout of praise.
III. What's Up is also based on a Chorale melody. The German title translates
roughly as "How are you my soul." I have reduced this to "what's up", as in
"what's up, Doc?" The music is brash, powerful, and edgy, until the piano
concludes with a quiet statement of the chorale. Something is up!
IV. Howl - A Vision of St. Francis. I had a dream of St. Francis. Initially I
was in the presence of a burning hot - thousands of degrees hot - metal object
which was shaped something like a bowling pin. In my dream I was required to
touch this object, but I had no idea of how to do it without getting seriously
burned. It suddenly occurred to me that it was possible to do this. I reached out
confidently and placed both hands on the metal object, which turned
immediately into a small statue of St. Francis, made of reeds, and dressed as a
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Chinese peasant. ( !) Out of this dream encounter has grown a strange but
densely powerful music, related in its intensity and mystery to the praise music
of the second movement. I say "howl" because it raises the hair on the back of
my neck, and I can feel the howl rising in my throat.

V. Groucho's Dance Full title: Groucho Marx Does the Charleston on Adolph
Hitler's Grave. Yes .
I have summarized the following story from the Sarah Lawrence magazine,
summer 2002. The article, entitled "What's So Funny? The Nature of
Comedy", was written by Gurney Williams III, Elisa DeCarlo, and Celia Regan .
In 1958 on a tour of Europe, Groucho Marx visited the town in
Germany where his mother had been born . He discovered that the
Nazis had obliterated all Jewish graves and all records of inhabitants
from his parents ' time. Marx hired a car and told the driver to take him
to Adolph Hitler ' s grave in Berlin. They made their way to the bunker
where Hitler was said to have committed suicide, and where he is
supposedly still buried. The rubble at the site was about 20 feet high.
Wearing his characteristic beret, Marx climbed the debris. When he
reached the top he stood still for a moment. Then he launched himself,
unsmiling, into a frenetic Charleston. The dance on Hitler's grave
lasted a minute or two. Nobody applauded, nobody laughed.
When I read this story I was electrified. To me, this single gesture is a defining
moment in the 20 th century, and in what it means to be truly human. The single
person, in the face of the tyrant and the war machine, can say "I am alive, I am
free, you have not killed me, you have not killed my people; I dance on your
grave." My music is a free-wheeling romp . It is fast and energetic, with a bit of
a biting and sarcastic edge.
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Symphony No. 4: The sources that give rise to a piece of music are many and
deep. It is possible to describe the technical aspects of a work - its construction
principles, its orchestration -but nearly impossible to write of its soul-nature
except through hints and suggestions.
The roots of Symphony No.4 are many. The central driving force is the
spontaneous rise of the impulse to shout for the joy of life. I feel it is the
powerful voice of the Earth that comes to me from my adopted . western
Montana, and the high plains and mountains of central Idaho. My personal
experience of the voice is one of being helpless and torn open by the power of
the thing that wants to be expressed -the welling-up shout that cannot be denied.
I am set aquiver and am forced to shout and sing. The response in the voice of
the Earth is the answering shout of thanksgiving, and the shout of praise.

Out of this, the hymn tune "Old Hundred, " several other hymn tunes (the Bach
chorales "Only Trust in God to Guide You" and "Christ Who Makes Us Holy"),
and original melodies which are hymn-like in nature, form the backbone of
Symphony No.4.
To explain the presence of these hymns , at least in part, and to hint at the life of
the Symphony, I must say something about my long-time fascination with
Abraham Lincoln. Carl Sandburg's monumental Abraham Lincoln offers a
picture of Lincoln in death. Lincoln's close friend, David R. Locke, saw him in
his coffin. According to Locke, his face had an expression of absolute content,
of relief at having thrown off an unimaginable burden. The same expression had
crossed Lincoln's face only a few times in life; when after a great calamity, he
had come to a great victory. Sandburg goes on to describe a scene from
Lincoln's journey to final rest at Springfield, Illinois. On April 28, 1865, the
coffin lay on a mound of green moss and white flowers in the rotunda of the
capitol building in Columbus, Ohio; thousands of people passed by each hour to
view the body. At four in the afternoon, in the red- gold of a prairie sunset,
accompanied by the boom of minute guns and a brass band playing "Old
Hundred," the coffin was removed to the waiting funeral train.
For me, Lincoln's life and death are as critical today as they were more than a
century ago. He remains a model for this age. Lincoln maintained in his person
the tremendous struggle of opposites raging in the country in his time. He was
inwardly open to the boiling chaos, out of which he forged the framework of a
new unifying idea. It wore him down and killed him, as it wore and killed the
hundreds of thousands of soldiers in the Civil War, as it has continued to wear
and kill by the millions up to the present day. Confirmed in the world by
Lincoln was the unshakable idea of the unity of all the human race, and by
extension the unity of all life, and by further extension, the unity of all life with
all matter, with all energy, and with the silent and seemingly empty and
unfathomable mystery of our origins.
Out of chaos and the fierce joining of opposite comes new life and hope. From
this impulse I used "Old Hundred," known as the Doxology - a hymn of praise
to God; Praise God from Whom all Blessings Flow, Gloria in excelsis Deo - the
mid-sixteenth century setting of Psalm 100. Psalm 100 reads in part:
Make a joyful noise unto the Lord, all ye lands. Serve the Lord
with gladness; come before His presence with singing ... Enter into
His gates with thanksgiving and into his courts with praise: be
thankful unto Him, and bless His name.
I have used Christian symbols because they are my cultural heritage, but I have
tried to move through them to a depth of universal humanness, to an awareness
that is not defined by religious label. My impulse through this music is to speak
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to the fundamental human issues of transformation and re-birth in this chaotic
time.
Portuguese pianist, Alexandra Mascolo-David, has performed, and led
workshops and master classes in Europe and the Americas. She has given solo
recitals in Brazil, Italy, Portugal, Poland, and the U.S . She has appeared as a
soloist with orchestras in Peru and the U.S., and has completed five years of
engagements with the Orpheus Piano Trio of Central Michigan University. Ms.
Mascolo-David is in the forefront of presenting Mignone's piano music, aqd her
performances, especially of his Valsas Brasileiras (Brazilian Waltzes), have
been widely praised. She holds a piano diploma from the Oporto Conservatory
of Music, Portugal, and Doctor of Musical Arts in piano from the Unive,rsity of
Kansas. Her teachers have included Sequeira Costa, Edna Golandski, and
Joseph Gurt. Ms. Mascolo-David has served on the piano faculties of Iowa State
University and the Interlochen Arts Camp. She currently teaches piano at
Central Michigan University.
Professor Steven Hesla, a faculty member at The University of Montana since
1978, received his Bachelor of music degree from the Oberlin Conservatory of
Music, Oberlin, Ohio, and his Master of Music degree from the University of
Illinois at Urbana. Prior to his employment at The University of Montana he
served on the faculty at Western Michigan University in Kalamazoo.
A former President of the Montana State Music Teachers Association, Hesla has
also served on the Music Teachers National Association Foundation Board of
Trustees. He has been a recipient of The University of Montana School of Fine
Arts Distinguished Professor Award, and his students continue to distinguish
themselves with honors in festivals and competitions.
A popular performer and clinician, Professor Hesla has served as Convention
Artist for state and provincial music teachers conventions in both the United
States and Canada. Recent guest appearances have included recitals at the
University of Washington in Seattle, the University of Alaska at Anchorage, and
the Hochschule fi.ir Musik in Vienna, Austria. Several of Professor Hesla's live
performances have been selected for broadcast on Minnesota Public Radio and
on National Public Radio's "Performance Today" series.

David Maslanka was born in New Bedford, Massachusetts in 1943. He
attended the Oberlin College Conservatory where he studied composition with
Joseph Wood. He spent a year at the Mozarteum in Salzburg, Austria, and did
graduate work in composition at Michigan State University with H. Owen Reed.
Maslanka's works for winds and percussion have become especially well known.
They include among others, "A Child's Garden of Dreams" for Symphonic Wind
Ensemble, "Concerto for Piano, Winds and Percussion," the 2nd, 3rd, 4th and
5th symphonies (premiered by the Illinois State University Wind Symphony in .

February of 2001) , "Mass" for soloists, chorus, boys chorus, wind orchestra and
organ, and the two Wind Quintets. Percussion works include, "Variations of
'Lost Love"' and "My Lady White: for solo marimba, and three ensemble works:
"Arcadia II: Concerto for Marimba and Percussion Ensemble," "Crown of
Thorns," and "Montana Music: Three Dances for Percussion." In addition, he
has written a wide variety of chamber, orchestral, and choral pieces.
David Maslanka's compositions are published by Carl Fischer, Inc., Kjos Music
Company, Marimba Productions, Inc., the North American Saxophone Alliance,
and OU Percussion Press, and have been recorded on Albany, Cambria, CRI,
Mark, Novisse, and Klavier labels. He has served on the faculties of the State
University of New York at Geneseo, Sarah Lawrence College, New York
University, and Kingsborough College of the City University of New York. He
now lives in Missoula, Montana. David Maslanka is a member of ASCAP.

Fall Band Concerts and Events

November 20, 7:30 p.m.
University Band, Symphonic Band and Symphonic Winds in the Center for the
Performing Arts

Wind Symphony recording projects

The Wind Symphony has two internationally marketed compact discs released
by Albany Records. The catalogue numbers are Troy500 and Troy600 and are
reviewed and available on line through Albany Records at
http://www.albanyrecords.com
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Wind Symphony Personnal
Flute, Alto Flute and Piccolo
Megan Lomonof, Oak Lawn 1,2
Leigh Ann Singer, Ottawa 1
Jennifer Smith, Lockport 2
Eli vi Varga, Bloomington 2
Oboe
Casi Anderson, Tinley Park I
Heather Broyles, Bristol, TN I
Meagan French, Bloomington 2
E-flat Clarinet
Ivory Sebastion, Aurora 1
Clarinet
Jessica Boese, Shorewood I
Robyn Canene, Naperville I
Nikki Schneider, Lemont 2
Christina Quatrini, Tinley Park 2
Patrick Steadman, Normal
Mark Iwinski, Tinley Park
Low Clarinet
Ian Leggin, Kenosha, WI 1
Robert Rake, Jr., Springfield 2
Christina Issacs, Bloomington 1

Trumpet
Adam Bergeron, Kalamazoo, MI J
Ted Clark, Toronto, Canada I
Ryan Elliot, Saginaw, Ml 2
Elisa Curren, Danbury, NH 2
Justin Stanford, Sauk Village
Trombone
Kelly Wolf, Morrison I
Jason Binde, Asheveille, NC I
Michael Bingham, Chicago 2
Bass Trombone
Justin Gund, Bradley
Euphonium
Tony Hernandez, East Moline
Brandon Hopkins, Chicago
Tuba
Eric Jordan, Joliet I
Bryan Flick, Chillicothe 2
String Bass
Jacob Mariani, Bloomington 1, 2
Piano
Mina Son, Joliet

Bassoon and Contrabasson
Katie Bartel, Westmont I
Erin Click, Jackson, MO I
. Amy Zordan, Odell 2

Harp
Joy Hoffman, Morton Grove

Alto Saxophone
Tobias Thomas, Tremont 2
Roberto Quinones, Chicago

Organ
Karen Collier, Bloomington
Mina Son, Joliet I

Tenor Saxophone ·
Sean Powell, Cookeville, TN 2

Percussion
Andres Bautisti, Skokie 2
Bill Roberts, St. Charles I
Scott Simon, Belvidere I
Ben Stiers, Mackinaw I, 2
Jeff Young, Leroy 2

Baritone Saxophone
Jason Kaumeyer, Shorewood 2
Hom
Sara Giovanelli, Iowa City, IA I, 2
Heather Husley, Bristol, TN I
David Bostik, Lockport 1
John Hansen, Pontiac I
Jennifer Szynal, Burr Ridge I

1 = performs on Concerto No. 1
2 = performs on Concerto No . 2

